


really unhappy, he thought it sounded terrible. And we 
don’t get very much feedback from band members. It was 
nothing against Vince at all, Bruce just thought the mix was 
so disproportionate that he didn’t like it. We really thought 
the show deserved to get out, mix problems and all. That 
was, unfortunately, if you want it, you got it that way. 

On the other hand, the point where Bruce really shined, 
which is on the jam following “He’s Gone,” is absolutely 
brilliant. First, Jerry does this fantastic little run and Bruce 
actually mirrors him, mimics him, and then adds the next 
statement, and then it goes back and forth between the two 
of them again. That’s exactly what you want to catch on 
tape. 

Again, that was a problem, that was a DAT source ofa 
PA tape. Healy needed to turn him up in the PA, because he 
was pretty quiet onstage, and so the end result is that the 
tape is pretty Vince-heavy, 

Dick’s Picks X is the legendary show from Winterland 
on 2/29/77. It features the return of “China Cat” > 
“Rider,” and then there’s that extra piece on there, the 
“Saint Stephen” > “Eyes of the World” from the previous 
night. 

Dick wanted to give some added stuff, “We have space, 
we'll add on.” The mix was really pretty good. We didn’t 
have to do very much at all. A lot of times, instead of going 
through an equalizer, we may change the equalization on 
the tape machine. With a pro deck, you can alter, you can 
flatten out the lows and the highs without external EQ. So I 
would add maybe a dB at 10k on that tape machine, rather 
than go through another equalizer. I did that with this with 
the ATR deck with this particular °77 show, and then did a 
little compression on our Fairman compressor. In general, 
other than tape-flip problems, that went pretty easily. 

Going to Dick’s Picks XI, the show from Stanley The- 
atre, 9127/72, do you have any ideas why it is that the tapes 
that generally circulate, the soundboard tapes that gener- 
ally circulate from 1972, don’t seem to have the punch and 
clarity that the tapes from ’71 or °73 and °74 have? 

That’s not the first time I’ve heard that, and I have no 
idea. I’m assuming that it started at the original mix level as 
opposed to its just being so many generations down, but 
you're saying you feel that °72 tapes specifically are less 
punchy than even ’71 and °73. 

And then in 1973-74 there are times where the vocals 
can be tinny; if I recall correctly, I think that had to do with 
the type of microphones that were being used with the Wall 
of Sound PA. In order not to get horrendous feedback, they 
actually had to use two microphones, and there was phase 
cancellation between the two, am I correct? 

Yes, that’s exactly right. Each vocalist has two micro- 
phones. One is out of phase with the other so that any music 
coming from a distance would be pretty much canceled out, 
so that even though the Wall of Sound is projecting directly 
into the microphone, ten to twenty feet back, it was can- 
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celed out. And if the vocalist sings into only one micro- 
Phone, his vocal will be picked up and won’t be canceled 
out. Unfortunately, what often happens is that the singer 
sings into part of the second mic and the end result is that it 
sounds thin, not much low end. That’s a drag, because it’s 
difficult to add it back to the stereo mix since you’re adding 
it to everything. If it’s kind of thin, I'll try to add the right 
kind of bass, but if it starts making everything sound mushy 
just to have some bottom end, I won’t do that. 

Tell me about Dick’s Picks XII, from 6/26 and 6/28/74. 

I remember an interesting debate that came up, and that 
was how much Phil and Ned (Seastones) wanted to put in 
the CD. Because we had the time, Dick wanted to do the 
whole twenty-five minutes’ worth, and John didn’t want any 
of it. I thought it would be good to represent them some- 
what, but to hear twenty-five minutes of Phil and Ned, that’s 
a lot. So the compromise was to do about five minutes, and 
that’s an edited, best of Phil and Ned. I took twenty-five min- 
utes, and it’s probably about five pieces edited together. 

Sort of like the way “Infrared Roses” was made. 

Sort of, it’s all the same twenty-five-minute piece, it’s not 
like I took it from different days. I just took that perfor- 
mance they did and shrunk it in time. 

Dick’s Picks XIII. One of my favorite things in all these 
releases is the surprise cut of “Scarlet” > “Fire.” 

Oh, good. That’s great. It’s not meant to fuck with peo- 
ple, it’s meant to give them a little added pleasure. And that, 
of course, was why we did it. 

People have consistently argued that that’s one of the 
best “Scarlet” > “Fires,” 

You’re right, that is one of the best, and I don’t think it 
was ever going to come out unless the Grateful Dead did a 
box set. 

Well, there’s two schools of thought. One school of 
thought is from those people who want every second of 
every song, every piece of dead air. And then there’s the 
whole other school of thought, which is, “Hey, I just want 
it to feel good.” And that feels good. So, Pd love to see a 
series of releases, one a year, where it was just single tunes 
from stuff that will never come out as whole shows. 

That’s an idea. Now, that’s interesting, because you 
really are on one side of the fence when you say that. That’s 
almost a Phil Zone, and some people really hated Phil Zone, 
because it’s so disjointed, it’s just not continuous. I don’t 
know that Dick’s Picks will ever get to that point. What we 
looked at originally with this “Scarlet” > “Fire” was doing 
a hidden track, having a track that would start in the pre- 
gap before track 1. To access it, you’d have to rewind to get 
to it. But we found that a lot of CD players just won’t see it 
and there’s no way to give it an ID so that you can just jump 
backward to be at -1. We had one manufactured as a test, 
tried it here in the office, where there’s a lot of different CD 
players, and found so many that couldn’t deal with it, we 
figured this just won’t work. 
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In the latter-era tapes, are Healy’s panning effects that 
were coming through the PA on the tapes? 

Unfortunately, yes. Yes. They simply represent what he 
was doing at the time for the live show. Boy, in some cases, 
it really puts a limitation as to what can go out. At least for 
me, some of it’s pretty distracting at best. So, yeah, that and 
the fact they are cassette masters and are board tapes really 
cuts down on the quality of ’80s releases. 

I would imagine that Healy’s Quad effects are not on 
tape? ; 

That’s right. There really isn’t any Quad kind of record- 
ing. When digital first came out with an F1 format [the pre- 
DAT PCM was a digital processor that stored music on beta 
or VHS videotape] audience mikes were put on the hi-fi 
tracks, with the idea that, ultimately, the two could be mixed 
together. But PCM is a really fragile format that hasn’t with- 
stood time very well. These tapes generally haven’t with- 
stood the test of time very well. So you get a lot of digital 
dropouts. DATs are fairly fragile, but they’re at least a little 
more robust than this; if a tape isn’t aligned just right, if the 
tape isn’t stored correctly, instead of being able to convert 
the digital to analog, the end result is just noise. With a bad 
analog tape you can at least understand it, it just kind of 
warbles and things like that. But not digital. 

What studio monitors do you use, and has that changed 
over the years? 

I use Meyer MD-1s, as well as Sony headphones. Our 
room has some definite low-end nodes, so it’s a challenge. 
We’re used to it but, wow, sometimes it’s a battle to know 
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When the Grateful Dead first started making “transporta- 
tion music,” one could hardly have imagined the enormous 
creative potential of the space-age technology now available 
through the realm of digital MIDI music. This technology 
allows a musician to play an infinite number of sounds on a 
single instrument. Bob Bralove was much more than a sim- 
ple sound engineer for the Grateful Dead. Besides dramati- 
cally transforming the band’s sound by equipping each 
member with a state-of-the-art MIDI rig, he performed with 
them and produced their fascinating experimental album 
Infrared Roses. f 

JOHN R. DWORK: You got your start working with the 
Grateful Dead for the remake of The Twilight Zone. What 
was your involvement? 

BOB BRALOVE: My involvement was pretty much to 
write a lot of the music ’cause the band was on the road. 
The band had the contract for the series, and basically Merl 
said, “Look, I’m going to have to generate a lot of this mate- 
rial, Pd like a lot of it to be the band’s material, as much as 
possible, so we’ll just see what happens.” So different peo- 
ple got involved on various levels of that score, however 
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just how much low end is on the tape. We have some Radio 
Shack Realistic speakers for little guys, and they work 
pretty well, also some big Meyer 833s. Then I always take 
stuff home and listen at home; I have a pair of HM-1s, the 
smaller Meyers. Through the years I’ve used Yamaha NS$10s 
and UREI Time Aligns, but I’m pretty happy with Meyers. 
We do have plans for a proper mastering room, which will 
be great when that happens. 

What do you think the future of the project is? What are 
your goals? 

Boy, I just hope it can keep going, because I really, surely 
love doing this. I think there’s some great music, and 
although I didn’t start this as a Deadhead, I came into it as 
a music fan. Dick’s Picks really, truly shows why there are 
Deadheads, because there’s really some truly magical stuff 
here. And I hope that we can continue to put three or four 
releases out a year for another five years or so. There’s been 
debate about digitizing the Vault and making many things 
available on demand, so that people can get what they 
want. And if that were to happen, it might be the end of 
Dick’s Picks, I don’t know. I’m not sure what my role will 
be, but I know John and I will attempt to keep quality as 
high as possible. I like the input, although I rarely get online 
to read things, I just don’t have time. I’m in front of the 
computer enough! But I like people’s feedback and what 
they want. At the same time, hopefully they realize we can’t 
put everything out, ’cause it’s not all that good. Hopefully 
along the way we can get shows that nobody knows about 
or has yet, as well as all the ones they want. 








Bob Bralove oversees the Dead’s MIDI control station (photo 
credit: Susanna Millman © 1996) 


they wanted to. Mickey got totally involved, and ended up 
being the sound adviser separately from the music score, 
And I worked with both Merl and Mickey, and in the 





